The lowest register of the sanctuary of the church of St Demetrios at Markov Manastir reveals a close relationship between liturgical rites and the painted programme: 1 not only that the iconographic novelties introduced in Eucharistic themes in the fourteenth century were adopted, but a coherent whole was created which sought to illustrate the sequence of rites performed during the Divine Liturgy through images and texts on the liturgical scrolls carried by bishops. Special attention was paid to the scene in the prothesis, which illustrated the prothesis (prosko- 
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The prothesis rite
The central section of the scene in the prothesis is placed in the niche and it depicts the prothesis rite ( fig.  1 ). 2 The deceased Christ is lying prostrate upon the stone slab that evokes his tomb with his hands resting on the abdomen. The naked body of the Saviour is covered with a large veil, embroidered with a cross and an asterisk, while on the right side, a red wound is marked and a lance is depicted a little lower, at the place where the arm bends at the elbow. The altar is surmounted by a ciborium with a hanging lamp suspended from its vault. The prothesis rite is performed by three bishops and one deacon. The niche, above the body of Jesus Christ, features the images of St Peter of Alexandria and Archdeacon Stephen, while the remaining two bishops, St Athanasios of Alexandria (fig. 2 ) and an unknown bishop, shown in semiprofile, 3 turned towards the figures in the niche, are depicted on the north wall of the prothesis. Next to Christ's head stands St Peter of Alexandria, petros, an old man with grey curly hair falling on his neck and a short wavy beard, wearing the recognizable mitre -an insignia of Alexandrian patriarchs. 4 In his hands, he is holding a scroll 2 V. J. Đurić, Vizantijske freske u Jugoslaviji, Beograd 1975, with the words of the prophet Isaiah (53:7): ]ko wv;e na zakolenJe vedes (He was led like a lamb to the slaughter), 5 spoken at the moment when the prosphora is pierced on the right side with a lance. Markov Manastir preserves a unique example of the quotation from Elijah's prophecy concerning the passion and death of Jesus Christ. 6 Two bishops, St Peter of Alexandria and St Athanasios of Alexandria, are known as prominent opponents of the Arian heresy, and the reasons for depicting them side by side can be explained by the fact that they belonged to the same patriarchate -that of Alexandria. 7 Archdeacon Stephen stands by the feet of Jesus Christ. 8 He is shown with a tonsure, 9 dressed in a sticharion adorned with an orarion featuring the text "agios", 10 whereas his shoulder is covered with a kalymma. 11 He is holding an arthophorion in his right hand and is waving a censer with his left, 12 which indicates the final part of the prothesis rite. 13 This thematic unit is completed with the image of St Athanasios the Great, Patriarch of Alexandria (328-373), depicted on the north wall of the prothesis, next to the niche. St Athanasios is shown as an old man with short grey hair and a wide beard, divided into two parts. He is holding a scroll with the opening lines of the Prayer of Offering, which is uttered at the end of the prothesis rite: b(o)/e b(o)/(e) na[q0 i/e n(e)b(e)snqJ hlybq <pi>{U vse<mou> <mi-rou> ("O God, our God, who sent forth the heavenly bread, the food of the whole world"). 14 The quoted text is usually associated with St John Chrysostom, 15 and it only rarely accompanies depictions of St Athanasios the Great. 16 The next in the line is a figure of a bishop which has survived only from the waist up. As the face is also destroyed, it is not possible to reliably identify the depicted saint. Based on the fragment of the top of the head, which indicates that the figure is shown in semi-profile, it may be concluded that the saint had short brown hair with a few gray hairs, which continued into a beard of the same colour. Dressed in a polystavrion and an omophorion, the saint is holding a closed codex with his both hands. 17 
Mimesis and the depictions of the prothesis rite
A large number of monastic diataxeis (rubric books) compiled between the twelfth and fifteenth centuries, which especially lay stress on the rules related to the Prothesis ordo, show that the preparatory rite was developing towards a greater complexity. 18 According to litur- 14 Griechenlands, Frankfurt am Main 1998, 41-67 . " The oldest Serbian source for this preparatory rite is prothesis in Sava's Nomocanon (early thirteenth century), which reveals a rather archaic Prothesis ordo, which is more gical rules, the rite was performed by a priest and a deacon, and this was appropriately depicted in the niche of the prothesis in Markov Manastir. The role of a deacon in the prothesis rite was highlighted already by Nicholas and Theodore, bishops of Andida (eleventh century) in the liturgical commentaries Προθεωρία. 19 The rule according to which a deacon should take part in the prothesis rite is mentioned in the Diataxis of Philotheos Kokkinos ( †1377/1378), the most influential collection of rubrics of the fourteenth century, a copy of which has come down to us through more that thirty Byzantine and Slavic manuscripts. 20 The emergence of a large number of diataxeis may also be explained as a result of an intention to place the intensive development of the prothesis rite under the control of ecclesiastical circles. 21 However, it has never been substantially clarified whether the role of the diatax- eis was to prescribe or merely to describe contemporary liturgical practice. 22 As the depicted scene reveals an intention to render the instructions for performing the prothesis rite using an authentic visual language, the fresco in the prothesis of Markov Manastir seems to corroborate the former hypothesis. This is principally indicated by the unique example of the quotation from the Book of the Prophet Isaiah (Is 53, 7), as well as by the text of the Prayer of Offering. Furthermore, the elements such as the aër, 23 asterisk resting upon Christ's body and the censer in the hand of St Stephen the Archdeacon, 24 confirm that the painters were familiar with the final part of the rite. 25 All of the three mentioned elements are the iconographic peculiarities of the depiction of the prothesis rite in Markov Manastir ( fig. 1 ). 26 The parallelism between visual elements and the corresponding liturgical sources -the rubrics related to the prothesis rite, is rooted in the mimetic nature of frescoes. 27 The aim of this approach is to create an image -an ideal model which embraces two types of narration, ver-22 Rentel, op. cit., 371. 23 The Eucharistic scenes in monumental painting show that the aër, which was used to cover the vessels containing the Eucharistic bread and wine on the Holy Table, of Christ is an exception in the context of the Eucharistic themes painted in the prothesis during the thirteenth and fourteenth centuries, where, beginning with the earliest example from the church of the Holy Apostles at the Patriarchate of Peć (ca. 1260 or 1271-1272), 42 Christ the sacrificial Lamb was depicted as a child on the paten. 43 Although less popular and, accordingly, less often depicted, the other type of the sacrificial offering -the deceased adult Christ usually lying directly upon the Holy Table, can also be found in the sanctuary apses or chapels between the thirteenth and fifteenth centuries. 44 We believe that the symbolism and meaning of the prothesis rite are a very important source in dealing with this matter and they will be discussed in the next segment of the paper. 45 On the other hand, one should not exclude the possibility that the depiction of the adult Christ was determined by the set of iconographic patterns available to the painters of Markov Manastir, particularly if we have in mind that Man of Sorrows on the west wall conforms to a very similar scheme. 46 
The Deceased Saviour in the prothesis of Markov Manastir and the meaning of the iconography of the aër
There is an apparent thematic and iconographic similarity between the discussed scene and the liturgical cloth adorned with an image of the dead body of Christ, 47 which is in liturgical sources, typika and iconographic materials usually referred to as aër (ἀήρ) 48 The symbolism contained in the liturgical theology shaped the concept of the prothesis rite as the liturgical commemoration of the Nativity and the Death of Jesus Christ. 52 Accordingly, the meaning of the aër, which covers the Holy Gifts, is derived from the symbolism related to Christ's burial. It is noteworthy that among many iconographic themes based on a symbolic representation of the deceased Christ charged with liturgical meaning, 53 there are some later concepts of the aër that were inspired by the prothesis rite. The central motif on the aër from the monastery of St John the Theologian on Patmos (fifteenth century), showing a paten with the infant Christ covered with the asterisk, surrounded by crosses with cryptograms IC XC NIKA and angels carrying rhipidia (liturgical fans), is usually interpreted as a symbolic representation of the breaking of the Lamb during the prothesis rite. 54 An aër from the Iviron monastery on Mount Athos (1613/1614, fig. 6 ) shows a representation of the infant Christ on a paten covered with an asterisk, resting on a Holy Table under a ciborium surrounded by angels; the association with the prothesis rite is clearly established through the embroidered quotation of Ps 16:18, uttered by the priest while covering the Holy Gifts. 55 One of the many Russian aërs adorned with a visual interpretation of the prothesis rite is now kept in the monastery of St John of Rila (seventeenth century). The distinguishing feature of this example is the depiction of the lance in the hand of a celebrant angel, who is about to stab the Lamb on the paten. 56
The dual symbolism of liturgical commentaries
Liturgical commentaries based on the concept of Eucharistic symbolism are very important in understanding the relationship between fresco programmes and liturgical rituals. According to these mystagogical interpretations, every liturgical gesture is interpreted as a symbolic repetition of Christ's earthly life, death and Resurrection. 57 The tradition of liturgical exegesis, which is the lamenting angels is surrounded by the Communion of the Apostles. V. L. Bouras The dual symbolism of liturgical commentaries, which unites the ideas of Christ's birth and death, is also present in the iconography of the described composition in Markov Manastir. The motif of the censer in the hand of Archdeacon Stephen primarily emphasizes its funerary aspect. Although the occurrence of this liturgical object is entirely justified having in mind the meaning of the rite, it was not commonly painted in the scene showing the Melismos surrounded by officiating bishops and the Prothesis Rite. 65 The censer is an integral part of the iconography of the Dormition of the Holy Virgin and the death and burial of saints and monks. 66 The aër above the body of Christ which symbolizes the cloth in which the body of the deceased Saviour was wrapped, also has a meaning associated with Christ's burial. 67 On the other hand, the motif of the asterisk is an iconographic element whose liturgical meaning unambiguously bears association with the Nativity and the star of Bethlehem. 68 As far as the funerary symbolism 63 "ἀντι γὰρ τῆς λόγχης τῆς ἐκκεντησάσης τὸν Χριστὸν ἐν τῷ σταυρῷ ἐστιν ἡ λόγχη αὕτη", v. Laurent, Le rituel de la proscomide, 127, [18] [19] [20] [23] [24] [25] 128, 51 sqq.; Cf. Kōnstantinidē, Ο Μελισμός, 100. 64 N. Cabasilas, Explication de la divine liturgie, ed. S. Salaville, Paris 1967, 204-205 (XXXII, 14 70 These similarities show that the liturgy strongly encouraged the creation and development of an iconography adjusted to the symbolical, narrative and liturgical nature of the image, embodied in a fresco, icon or a liturgical cloth. This aspect of Late Byzantine painting found its full expression in the selection and arrangement of themes in Markov Manastir. The Man of Sorrows -in the fourteenth century, typically painted in the niche of the prothesis -was placed on the west wall of the naos, so that the image of the deceased Christ in the scene showing the prothesis rite could be integrated into the liturgical Eucharistic meaning of the fresco ensemble in the lower register in the sanctuary. 71 
The Great Entrance
The theological doctrine according to which the heavenly and earthly liturgy occur simultaneously, which is present in the interpretations of the liturgy between the eighth and fifteenth centuries, 72 has been visually embodied in the scene of the Great Entrance ( fig. 8) dency to depict the heavenly service as similar to earthly rites, which is typical of Late Byzantine painting, 74 found its full expression in the sanctuary apse of Markov Manastir. The lowest zone of this compartment shows the participants in the solemn procession of the heavenly and earthly Great Entrance, 75 designed according to the rules of the pontifical liturgy. 76 The mystical union between the heavenly and earthly Great Entrance is transposed into the image in the lowest zone of the sanctuary in order to place important theological and liturgical issues before the eyes of the celebrants. 77 This concept enables to establish a direct connection between the ritual and its image which is reflected in the complementary relationship between the static character of the fresco and the dynamic nature of the ritual. The conceptual and compositional focus is the image of Christ the Great Archpriest ( fig. 9) fig. 10) . 80 Although the letters are apparently severely damaged, the possible meanings of the preserved fragments of individual words will be discussed in the second part of this paper in detail. On either side of the altar stands an angel-deacon welcoming the procession. This assumption is further corroborated by the mitre, the insignia traditionally worn by the Roman Popes, 89 which frequently appeared in depictions of St Sylvester. 90 The great reverence for him was associated with the belief that this contemporary of the first Christian rulers had baptized Emperor Constantine. 91 The cross in his hand is readily recognized as one of the objects carried in the procession of the Great Entrance 92 which was sometimes depicted in representations of this rite. 93 This supplements the idea of the parallelism between the transfer of the Holy Gifts from the prothesis to the sanctuary and the funeral procession of Jesus Christ. 94 The next bishop in the line is St Gregory the Theologian (379-381), a bald man with a wide grey beard. Next to this figure, a fragment of an inscription has survived: <...> rie.. The Gospel Book in his hands indicates that he is a participant in the solemn procession. 95 Behind the third and fourth bishops, there is an angel-deacon waving two rhipidia inscribed with the word agios. St Cyril of Alexandria is depicted on the front side of the wall between the prothesis and the sanctuary apse. 96 He faces the altar and is holding a scroll, which used to feature the now missing text from a prayer. The most peculiar element of his bishop's attire is the tearshaped epigonation with an image of Christ. 97 The choice of bishops to be depicted and their place in the procession are in accord with their reputation in the ecclesiastical hierarchy. Therefore, quite expectedly, St Basil the Great and St John Chrysostom are the closest to the Holy Table. 98 On the left side, Jesus Christ is approached by a procession of celebrant angels. 99 Two angel-deacons are wearing on their head a red cloth falling over their shoulders, while behind them, in the background, there is an angeldeacon holding two rhipidia. They are followed by an angel-deacon who carries a covered paten on his head, and, behind him, an angel-priest with a large chalice. As in the previous segment, an angel deacon with rhipidia is inserted between them. At the rear of the procession, there is an angel-deacon carrying a ewer with water and a basin. . 94 The funeral symbolism of the Great Entrance procession is expressed through a lance and a sponge, which sometimes find place in iconography, e.g. the Heavenly Great Entrance in the church of Sts Constantine and Helena, Ohrid, v. The lavabo is another element confirming that the heavenly Great Entrance was inspired by the pontifical liturgy. 101 The analysis of the relationship between the rite and the fresco in Markov Manastir reveals an association with the Constantinopolitan patriarchal liturgy: unlike previous collections of rubrics, the Diataxis of Dimitrios Gemistos foresaw a large number of believers for Communion in the church of St Sophia and it provided for a number of chalices and the con-celebration of several bishops. 102
The Great Entrance and the Officiating Bishops in the sanctuary: examples from the Balkans and Greece
In order to thoroughly explain the topic discussed in this paper, we will briefly draw attention to the changes in the thematic content of the sanctuaries in Byzantine churches which were an iconographic and conceptual precondition for the emergence of the heavenly Great . 11. Markov Manastir. St Sylvester, Roman Pope Entrance in the sanctuary. In the Byzantine liturgical tradition, a symbolic link was established between deacons and angels. 103 Accordingly, members of the heavenly hierarchy were garbed in the form and were assigned the role of earthly celebrants. They began to appear in Eucharistic scenes: in the Communion of the Apostles since the eleventh century; 104 and next to the Holy Table in the scene showing officiating bishops in the sanctuary since the end of the twelfth century. 105 The appearance of angels resulted in a significant change in the iconography of liturgical themes. 106 The change contained the germ of the idea of the intertwining and the union between heavenly and earthly rites, and this idea would be even more pronounced in the fourteenth and fifteenth centuries with the introduction 103 The liturgical commemoration of the ranks of angels is done during the prothesis rite, Τrempelas, Ἁι τρείς λειτουργίαι, 3, 43; 45, 74; Laurent, Le rituel de la proscomide, 129 . A detailed study on this problem has been published by S. D. Muretov, O pominovenii Besplotnykh sil na proskomidii, Moskva 1897. For the association of deacons with angels in mystagogical commentaries, v. Sallavile, Nowack, Le role du diacre, [34] [35] Τrempelas, op. cit., 6, 83, Woodfin, The embodied icon, [188] [189] [190] . On the role of the deacon in the Great Entrance, v. Taft, The Great Entrance, [206] [207] [208] [209] [210] 213 of angels-priests. 107 The same idea is highlighted in the concept of the liturgical space in the doctrine of Symeon, Archbishop of Thessalonikе, according to which the sanctuary was a space for angels and officiating priests. 108 The image of Archdeacon Stephen, who takes part in the liturgy together with heavenly deacons, shows that the relationship between the 'heavenly' and 'earthly' elements in Angel-deacon (after Kepetzi, Ho naos tou Agiou Georgiou) the iconographic programme of the sanctuary was carefully designed. *** In the second half of the fourteenth century, the most prominent part of the Heavenly Liturgy -the procession of the Great Entrance in the dome, began to turn into an independent theme. 109 This process was accompanied by certain changes, which primarily had to do with the place of the scene. The procession of the Great Entrance began to appear in different parts of the church, most commonly in the sanctuary, very close to the representation of officiating bishops. The fusion and combination of elements of the two themes -the Heavenly Liturgy and the Officiating Bishops, resulted in a scene whose iconographic language was a direct expression of Byzantine liturgists' interpretations of the unity between the two churches and the simultaneous occurrence of the liturgy in heaven and earth. 110 There are a few examples which date from the second half of the fourteenth and 109 For the iconography of the Great Entrance, v. Starodubcev, Predstava Nebeske liturgije, 381-411; Stefanescu, L'illustration des liturgies, 71-77, 189-191; Walter, Art and ritual, 217-221; Spatharakis, Representations of the Great Entrance, 293, n. 2; C. Ranoutsaki, Die Kunst der Späten Palailogenzeit auf Kreta: Kloster Brontisi im Spannungsfeld zwischen Konstantinopel und Venedig, Leiden 2011, 80-93; Grabar, Un rouleau liturgique, 163-169, 174, fig. 10; Kepetzis, Tradition iconographique, 443-451 . For the development of the Transfer of the Holy Gifts, v. Taft, The Great Entrance; G. Dix, The shape of the liturgy, London 1975, 284, 290-291, 448, 483; Bornert, Les commentaires, 239-243, 259-262; Grondijs, Croyances, 679-680, 700-703. 110 Bornert, Les commentaires, 78, [80] [81] 122, [176] [177] [178] 206, [242] [243] Sofii͡ a 1979, 63, drawing 53. 112 In the sanctuary of the church of St Demetrios in Tarnovo, dated to the second half of the fourteenth century, the Great Entrance is divided into two panels. Bishops are found high on the north and south walls of the bema, while angels clad in deacon's garment are located in the second register of the sanctuary apse. Both parts of the procession are heading towards the altar in the centre of the scene, cf. L. N. Mavrodinova, Stennata zhivopis v Bŭlgarii͡ a do krai͡ a na XIV vek, Sofii͡ a 1995, 69-70, figs. 114-115; V. J. Đurić, Mali grad -Sveti Atanasije u Kastoriji -Borje, Zograf 6 (1975) Limnes Mirabello ( fig. 13) , 115 the Archangel Michael at Kakodiki, Selino, Chania, 116 Holy Trinity at Agia Triada, concelebrants. Angels carrying the Eucharistic gifts, only two of which have survived in the north half of the apse, proceed towards the altar in the centre of the scene. They are followed by bishops painted on the lateral walls of the sanctuary. The only surviving portrait of a bishop on the north wall is St Basil. St John Chrysostom, St Gregory the Theologian and St Cyril of Alexandria are placed on the south wall. The figure of Archdeacon Stephen occupies the southern pier of the conch. He is represented in knee-length view and he is dressed in the deacon's vestments. 115 Only one angel-deacon has been preserved in the prothesis.
He is shown with the chalice and the paten. For a discussion regarding the dating to the third quarter of the fourteenth century and a detailed description of the fresco, v. Κepetzē, Ο ναός του Αγίου Γεοργίου, 521. 116 These frescoes, dated to the last decades of the fourteenth century, introduced a new iconographic theme, which reveals regional preferences in the sanctuary programmes. The angel-deacon carrying both the chalice and the paten is depicted as striding over a figure in proskynesis, which represents the Unworthy priest. The association with the Great Entrance is evident in the figure of the angel-deacon carrying the Euchain the Rethymnon Province (figs. 14 and 15), 117 St Anthony in the monastery of Vrontisi, 118 the monastery of St Phanourios at Valsamonero ( fig. 16) Kreta, Wien 2012, 156-159, Abb. 186. 117 The frescoes are dated to the beginning of the fifteenth century. The iconography of the Great Entrance also includes the angel-deacon with the Eucharistic gifts and the Unworthy priest, cf. Spatharakis, Byzantine wall paintings, [10] [11] [29] [30] [31] [32] [33] [34] [35] [36] [37]  fig. 6 ; idem, Οι τοιχογραφίες του ναού της Αγ. Τριάδας στο ομώνυμο χωριό του νομού Ρεθύμνου και οι ει-κονογραφικές ιδιαιτερότητες τους, in: Αντίφωνον: αφιέρωμα στον καθη-γητή Ν. Β. Δρανδάκη, Thessalonikē 1994, 286-295, figs. 7-10. 118 The frescoes in the church of St Anthony at Vrontisi, Kainurio, Herakleion province, have been dated to the second quarter of the fifteenth century. The Great Entrance was depicted in two panels at the upper part of the barrel-vault of the apse. Among the four angels in the procession on the north wall who are carrying liturgical objects, an angel-priest with both consecrated vessels, the holy bread and vine, appears as an exceptional figure. The procession on the south panel is led by an angel-deacon holding candlesticks, followed by three angels carrying the aër with the image of the deceased Christ on their heads. V. Spatharakis, Representations of the Great Entrance, 293-296; Ranoutsaki, Die Kunst, [80] [81] [82] [83] [84] [85] [86] [87] [88] [89] [90] [91] [92] [93] . 119 The Great Entrance was depicted in the prothesis of the church dedicated to the Holy Virgin at the end of the fourteenth century and later, in 1431, in the apse of the narthex dedicated to St Phanourios. In the latter example, the procession of angels clad in deacon's and priest's vestments is moving toward Christ the Great Archpriest, depicted standing in front of the altar, blessing with his right hand and holding a closed codex in the left V. M. Chatzēdakēs, Τοιχογραφίες στὴν Κρήτη, Κρητικά Χρονικά 6 (1952) 72-75; Κ. D. Κalokyrēs, Αι Βυζαντιναί τοιχογραφίαι της Κρήτης, Αthens 1957, 97; Galas, Wessel, Borboudakis, Byzantinisches Kreta, 62, 118, 126-127, 139, 143, 262, 280, 313-321, 394, 397, 410, figs. 95, 110-111, 275-281; Bissinger, Kreta, 122, 181, 231; Spatharakis, Representations of the Great Entrance, 300-301; idem, Οι τοιχογραφίες του ναού, 290-291, figs.15-16; Ranoutsaki, Die Kunst, 80-93, fig. 120-122, 124-125. 120 Κepetzē, Ο ναός του Αγίου Γεοργίου, 508-530. 121 The celebrant angels are located in the niches in the upper sections of the lateral walls of the sanctuary, while Christ the Great Archpriest is depicted below them. The southern part of the procession is moving toward the apse, while the one on the north side is progressing in the opposite direction. The original fresco layer from 1428 was overpainted in the seventeen century, v. S. graphic sophistication and changing elements of composition. The expected Eucharistic messages partly reflect the local context of liturgical practices. 122 The most important relationship within this specific iconographic ensemble is that between the figures of bishops and angels. In some instances, these two groups are not coordinated 123 and they may be described as depictions of two different moments in the liturgy, 124 whereas other examples reveal an intention to create a unified composition. 125 A short overview of the frescoes depicting the Great Entrance shows that the theological idea of the unity of the liturgies enacted in heaven and earth found its most consistent expression in the frescoes in Markov Manastir, after which comes the church of the Virgin Gouverniotissa. It is not only that the text of the Cherubic Prayer inscribed on the scroll carried by Gregory of Nyssa and St Basil the Great bears reference to the Great Entrance, 126 but this meaning is also highlighted by the fact that the angels concelebrant together with the most eminent bishops, such as Basil the Great, John Chrysostom, Sylvester of Rome and Gregory the Theologian, take part in the procession. 127 The inclusion of the Great Entrance into the programme of the lower register in the sanctuary can certainly be brought into relationship with the rising popularity of the procession among lay worshippers at that time. The solemn procession that was enacted before their eyes was to them the central event in the Divine Liturgy. 128 Being the only segment of the rite performed outside the sanctuary, it enabled a direct contact between believers and the Eucharistic gifts. The objects that were carried along with bread and wine also made an impression on worshippers' senses. The waving rhipidia, the image of the deceased Saviour on the epitaphios, the smell of incense coming figs. 38-40. Based on the place of the depiction of the Great Entrance Spatharakis, Representations of the Great Entrance, 305, observed a similarity with the scene at Markov Manastir. Cf. also Μ. Αspra-Vardavakē, Μ. Εmmanouēl, Η Μονή της Παντάνασσας στον Μυστρά. Οι τοιχογρα-φίες του 15ου αιώνα, Αthens 2005, 63, fig. 23 . 122 E.g. angel-deacons and angel-priests with the chalice and the paten which can be found on Crete and the Peloponnese. Such images should be interpreted as an expression of the continuity of an old liturgical tradition in these regions, especially if we have in mind that the codification of the rite in Philotheos' Diataxis stipulated that a priest carried the chalice and a deacon the paten, cf. Spatharakis, Byzantine wall paintings, [30] [31] [32] [33] [34] [35] idem, Οι τοιχογραφίες του ναού, [286] [287] [288] [289] [290] [291] [292] idem, Representations of the Great Entrance, [294] [295] Κepetzē, Ο ναός του Αγίου Γεοργίου, 522; Ranoutsaki, Die Kunst, [91] [92] This is most probably the reason why the Great Entrance was very often labelled as the Divine Liturgy, despite the presence of Church fathers, cf. . 17. St George at Foutia, drawing (after Kepetzi, Ho naos tou Agiou Georgiou) 
